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Michel Foucault assigned the cemetery space a heterotopia which encourages people to evaluate ideas beyond social norms. Rather than a fictional utopia, heterotopia describes real social spaces albeit marginal to some degree. Foucault, (1967) constructed six principles of heterotopology (see also Soja, 1995; Johnston, 2012), which methodology of reading heterotopian sites can be applied to Highgate Cemetery. Firstly, it is a sacred and forbidden place concerned with individuals in crisis who are undergoing a transitional rite of passage; secondly, a location situated beyond the centre of the city (created historically in response to bourgeois fears of contagion); thirdly, an amalgam of different geographic and socio-cultural space which appears incompatible; fourthly, a heterochronic site linked to time and its disrupture; fifthly, somewhere isolated with its own regulatory vocabulary and behavioural codes; and lastly, a space of illusion which may be marginal or oppositional. Heterotopias can be defined as, ‘sites which are embedded in aspects and stages of our lives and which somehow mirror and at the same time distort, unsettle or invert other spaces’ (Johnson, 2013: pp. 790-791) and describes those ambiguous spaces which are ‘different’, disturbing, intense but everyday, contradictory and transforming. Foucault (1967) acknowledged that his notion was an enigmatic, undeveloped and playful concept without precise definition which generates a vast number of spatial possibilities, practices and applications. 
Peter Johnson (2013) highlighted the elusive and multifaceted character of heterotopia, which attempts to situate temporal indistinctness, the real and imaginary, bounded space and abstraction. He criticised its wide-ranging definition as inconsistent and although the range of spaces covered by the term is not necessarily coherent he accepted that it constructs difference and helps create new social space. Johnson maintained that Foucault was not proposing that marginality, socio-temporal contradictions and ambiguities were outside the everyday, and he concurred that the cemetery is the most convincing application of the term as it embeds multiple meanings of space (2013: p.799). He surmised that 'heterotopian sites do not sit in isolation as reservoirs of freedom, emancipation or resistance; they coexist, combine and connect' (2013: p. 800), they are both mundane and extraordinary public spaces.
Henri Lefebvre (1991) in contrast emphasised the social production of space in relation to the political economy where dominated space can be temporarily appropriated (1991: pp. 165-9). His spatial triad of layered realities comprises firstly lived reality, secondly representations of this space and thirdly the social practices which reproduce the unequal social relations of production, define and limit human experience and difference (underpinned by class relations which are abstract until materialised spatially). This Marxist conception recognises the effects of capitalist ideology, where heterotopia concerns its suspension and 'othered' spaces of exclusion that offer an opportunity to collectively define revolutionary trajectories (Harvey, 2012: xvii). So heterotopian practices are in tension with the rationalised spatial order of capitalism (what is) and with utopian desire (what could be), and urban space is paradoxical (Lefebvre, 2003: p. 37), created dialectically through a process of oppositional counterpublic effects.​[1]​ 
Kevin Hetherington (1997: pp. 139-41) maintained that heterotopia combines transgression with ingenious methods of control which is a metaphor for modernity. For Edward Soja heterotopia is not only 'othered' but 'significantly different' (cited in Borch, 2002: p. 13), both a normative and extraordinary theoretical construction which he developed to configure a thirdspace of radical postmodern perspectives (Soja, 1996)​[2]​. This 'significantly different' ambiguous space rooted in Lefebvre's and Foucault's ideas, constitutes the postmodern urban metropolis and offers new ways of interpreting space where the social is not privileged over the spatial or temporal as they are mutually constituted. 
Johnson (2013) reviewed literature on the geographies of heterotopia showing the variety of spaces and in relation to the cemetery​[3]​. There have been nuanced spatial understandings of cemeteries as 'deathscapes' in relation to: social construction and ideological underpinning (Kong 1999); bereavement and remembrance (Maddrell & Sidaway, 2010); and as grief maps (Maddrell, 2016), amongst a range of concerns.
Culturally and creatively they are emplaced expressions of identity, politics, socio-economic and cultural power (Maddrell, 2016: p. 175), where funerary architecture (cemetery texts) materialises an ideological and mythical site of memory and status (Miller & Rivera, 2006: pp. 113-8). The cemetery is a space where art helps structure feeling (Williams, 1977), and a site for literary and aesthetic enquiry to fuel the collective imagination (Huerta, 2016). It presents a heterotopia of co-existent possibilities which includes seemingly incompatible alliances (Gandy, 2012). 
Highgate Cemetery spatialises a range of contrasting normative and transgressive socio-cultural meanings, as well as conceptual imaginaries which are co-existent but not necessarily compatible and variable in scope. It may be a gateway to heaven (for Christians), the end of life (for atheists) and a taboo place for the superstitious due to associations with bad luck and contagion.​[4]​ The sense of place for each visitor may be positive or negative, shared with others, highly individual and intensely personal (Maddrell & Sidaway, 2010: p. 3). It is both an established ordered public space which encourages the 'correct way' of contemplating death, as well as a creative and counterpublic expression of alterity. 
Death, traditionally, is alluded to indirectly and through stylised, coded and symbolic language, highlighted by conceptual metaphors contained in epitaphs which offer ritual engagement and expression of individual and collective memory (Crespo Fernández, 2011). But in Highgate Cemetery the extent of creativity and non-conformity through funerary monuments and epitaphs (cemetery texts)​[5]​ emphasises individual agency, which contrasts with other sites in London, indicating significantly different responses to death individually and over time. Moreover, it has attracted those high on cultural (and countercultural) capital. 
Cultural capital, as explained by Pierre Bourdieu (1984), concerns the accumulation of knowledge as a means of social distinction which embeds the wider effects of class and education, and can allude to both the quality and quantity of ideas, knowledge or expertise. Sarah Thornton (1995) co-opted the term as subcultural capital and applied it to resistant youth groups and their consumption of outré popular culture, a concept that has been appropriated and repositioned in terms of countercultural capital. This in turn represents a counterpublic which, for example, promotes dissent and the revolutionary political ideals expressed and symbolised by the Marx Memorial. Bourdieu highlighted the complexity of symbolic power (and cultural capital), where, 'differences function as distinctive signs and as signs of distinction' (Bourdieu, 1989: p. 20), which can be positive and negative, depending upon context. So countercultural capital is to some extent recuperated, hence the hybrid term (counter)cultural capital is employed. The emplaced expression of counter-narratives is co-opted through a discursive process whereby the power of the living and spatial dynamics continually re-frame the dead. These representations offer uncertainty and emphasise the cemetery's ambiguous character.
There is also a biographical element which complements the article. I interred the ashes of my great uncle in Highgate Cemetery, a revolutionary freethinking atheist, whose grave is a small heterotopian space of creativity and liberty.
Methodologically, the article concerns empirical findings and theoretical speculation. It works through and applies key notions of heterotopia and cultural capital which embrace concepts of thirdspace and governmentality. These ideas underline the ambiguities, continuities and discontinuities that arise when considering three notions of public, creative and counterpublic space. The complexity of representation and the eventual focus on the Marx Memorial, highlights a thirdspace heterotopia which offers a range of trajectories including alliances between notions of the creative individual, cult celebrity and collective ideals of revolutionary dissent.


History of Highgate Cemetery

Highgate Cemetery was opened in response to an Act of Parliament passed in 1836 introduced to alleviate the pressure on crowded metropolitan burial sites and fear of contagion. It was created in the suburbs of North London after the purchase of 17 acres by the London Cemetery Company in 1839. This consisted of 15 acres set aside for consecrated use by believers from the Church of England and two acres of unconsecrated land for dissenters (Highgate Cemetery, 2009). These graves were separated and hidden from the consecrated sector by a screen of chestnut trees (Barker, 1984: p. 15), an emplaced recognition of difference. 
Due to the demand for burial space, the Eastern Cemetery was created in 1859. Since the mid-twentieth century, Highgate Cemetery has become London's most fashionable necropolis (Barker, 1984: p. 10), renowned for its interred 'cast' of intellectuals, humanists and creative producers. These 'celebrities' include: Charles Dickens (writer), Michael Faraday (scientist), Bert Jansch (musician), Anna Mahler (sculptor), Malcolm McClaren (punk svengali), George Michael (singer), Ralph Richardson (actor), Dante Gabriel Rossetti (artist) and wife Christina Rosetti (poet), and Herbert Spencer (sociologist). There are also political radicals including; Paul Foot (writer), Eric Hobsbawm (historian), Claudia Jones (black journalist) and Karl Marx (philosopher (see Friends of Highgate Cemetery Trust, n.d.)). The necropolis is a mix of those high on varieties of (counter)cultural capital and eccentrics (where eccentricity may well be an expression of cultural capital). This includes a conchologist (who studied mollusc shells), alongside military personnel and a number of local families who were the upstanding members of the establishment (Mellor, 1981: pp. 159-71). 
A variety of films have been shot in the cemetery including Morgan: A Suitable Case for Treatment (1966), The Great Rock and Roll Swindle (1980), and the TV film Cambridge Spies (2003), as well as horror films and TV documentaries (see IMBd, 2017). And there are esoteric stories of the Highgate Vampire which reportedly haunted the cemetery in the 1970s (Ellis, 1993), all of which has added to its mystique, charm and (counter)cultural capital. It has become part of the London cultural trail for tourists with paid entry to Highgate Cemetery East and maps supplied to guide visitors around the celebrity graves.​[6]​


Public space and management of the dead 

Highgate Cemetery is a rural city space which Matthew Gandy (2012) in reference to another North London necropolis (Abney Park Cemetery), described as constituting a hybrid 'urban nature', an intersection of spatial order and marginality. It is a microcosm within the city that offers a public place for contemplation, which contrasts with the speed of urbanity (see fig1). 

Figure [1]: [Highgate Cemetery East and Urban Nature], [2014], [photograph] Copyright Paul Clements

The relationship between established order and marginality in Highgate cemetery has vacillated over the years. The creation of the Board of Trustees in 1975 (Highgate Cemetery, 2009) for example, was to protect and promote conservation of the cemetery which then was an open public site with vagrants sleeping rough and youths vandalising graves (Ellis, 1991: pp. 19-20). For urban teenagers the public space enabled the first experience of transgression (first cigarette, drink, sexual encounter), highlighting ambiguity in relation to the social function, management and control of the space (which is now enclosed). This concurs with Hetherington's (1997) assertion that heterotopia combines transgression with control which is a metaphor for modernity. 
Johnson (2008: pp. 779) maintained that the term 'disposal' is key to understanding the social function of the cemetery, ‘as in the disposal of waste products; or to arrange …. as in the disposing of troops; or to give away, to transfer as in disposing an asset’.
Therefore the 'disposal' of people in public through the management of graves into ordered patterns emplaces a ‘correct way’ of undertaking death. 
Moreover, the empirical world of the cemetery effectively structures the mind through a correspondence between the management of physical place and internal space (our conceptualisation of this). It can 'civilise' society by influencing conduct and taste, where disposal practices display the art of governance. Spatial rationality reinforces a number of effects that echo the tension between individual agency and social function, underpinning the nostrum of freedom and constraint. 
Foucault (1978) recognised that the ‘normalisation’ of individual subjects requires a blend of disciplinary and governmental powers, some imposed directly by the state, organisation or community and others the result of rationalised devises, techniques and technologies of governance employed to shape conduct. Nikolas Rose (1999) elaborated upon the political effects of governmentality by analysing the consequences on the individual and how people appear to administer themselves, although in effect they are managed by society through an admixture of technological, therapeutic and psychological influences which he configured as 'techniques of the self'. This notion of ‘liberalism’ suggests that individuals organise themselves by developing and performing the techniques of self-management, although the dead are 'docile bodies' (Foucault 1977) who have to be managed. So the language, apparatuses and methods of disposal may be inscribed with liberal polity but there is also recognition of disciplinarity which promotes the organisational powers in society. 
Nonetheless, the imaginary of the dead in a cemetery cannot be contained by mechanised disposal, disciplinary constraint or governmental techniques as individual visitors have agency to organise their own understanding. 
Avril Maddrell (2016) spatialised conceptual grief maps where individual memory and bereavement overlaps or conflicts with those of others, articulating socio-cultural, political and spatial relations which affect experience offering interplay between these variables. Moreover, there is a tradition of creativity and dissent in Highgate Cemetery, displayed through utopian and revolutionary texts, which present new ways of configuring nostrums of agency, marginality, social control and tradition. 
Gandy (2012) highlighted seemingly incompatible heterotopias, in this case urban ecology and queer space. This has contributed towards the interdisciplinary term 'queer ecology' where the cemetery space is a conduit for 'heterotopic alliances' that forge new meanings which develop Foucault's notion of heterotopia as, 'a coterminous juxtaposition of incompatible elements' (2012: p. 733). Similarly, Soja (1996) also developing Foucault's original concept, recognised a hybrid postmodern trialectics of spatiality, knowledge and power which describes

subjectivity and objectivity, the abstract and the concrete, the real and the imagined, the knowable and the unimaginable, the repetitive and the differential, structure and agency, mind and body, consciousness and the unconscious, the disciplined and the transdisciplinary, everyday life and unending history (1996: pp. 56-7).

Such a stream of endless possibilities concurs with Charles Baudelaire's 19th Century (and Walter Benjamin's 20th Century) concept of urban flânerie and Guy Debord's situationist notion of the dérive and psychogeographical investigation, all of which have spatialised a wandering radical and creative imagination.​[7]​ Soja rejected any totalising or precise understanding, preferring a fragmented complex matrix of space that offers difference and compatibility with the vagaries of post-structuralism and postmodernity.​[8]​ His understanding exposes the ambivalent and complex relationship between power, physical location (external space) and its conceptualisation with knowledge (internal space), which orders and disrupts thinking. Highgate Cemetery not unsurprisingly combines knowledge and power spatially and is a creative space of memory which displays and emplaces cultural capital. 


Creative space and cultural capital

Creative processes and practices are everyday, celebratory, serious and abstract in action or design. They are symbolic socio-cultural phenomena which in a cemetery crystallise feelings, personal and collective memory, to re-imagine the dead. This identification corresponds to the ‘lived’ reality of the space which consists of mutually constitutive literary and visual texts that correspond to the emplaced memory of the deceased, thereby supporting the process of mourning (Hallam & Hockey, 2001: p. 77). 
With regards to creative agency my email correspondence with the Cemetery’s Registrar Justin Bickersteth (personal communication, 12th July, 2016) established that the cemetery owns the plots although individuals can buy exclusive rights for burial and to erect memorials. Presently plots cost around £1420 per square foot (£16475 for a standard grave) with the average total burial estimate £18325 (Jones 2017). The cemetery has a close working relationship with the stonemason and designer Neil Luxton who maintains on his website that prior to the creation and installation of funerary statuary, 'guidance is provided to help ensure that sensitivity to the Highgate environment continues' (Luxton 2017). So grave owners can construct their own sites, with the artist Patrick Caulfield a good example of originality (he had the letters 'DEAD' carved into a crenellated headstone). Whether there have been designs that have been refused a permit remains confidential but according to the Registrar there has not been any public outcry against any particular statuary, and if there was it would be passed on to the trustees of the cemetery (Bickersteth personal communication, 24th July, 2014). This practice reaffirms liberal governance, with the space self-managed but shaped by governmental processes, which incorporates creative 'difference'. 
Cemetery texts are a neglected genre of public art which in Highgate Cemetery articulates the individualism and creativity of particularly the metropolitan elite, part of an urban aesthetic and literature of memory (Huerta, 2016). They are spatial markers of reputation operating to aid the process of bereavement, a transitional time when social order becomes fluid, thereby encouraging those bereaving to greater creativity and reflexivity (Turner, 1974), which may in turn disrupt social hierarchies and challenge taken-for-granted cultural traditions. 
Raymond Williams (1977) argued that art enables the structuring of feelings and the production of consciousness from lived experience which in practice may differ from official thinking and procedures. These experiences, 'are concerned with meanings and values as they are actively lived and felt, and the relations between these and formal or systematic beliefs’ (1977: p. 132). So the structuring of feelings is forever being made and recreated, like language, and consciousness alters over generations and crystallises into historically specific styles which reflect differing spatial contexts, cultural mores and social experiences. 
Whereas graves usually signify meaning for a close network of family related to the deceased in relation to established practices (Miller & Rivera 2006: p. 336), this particular creative space is significantly different. For example, the presence of graves that belong to famous people increases the value of the cemetery and as an attraction to visitors (Huerta 2016: p. 11). Their predominance displays privilege which legitimises both collectively and individually those metropolitan elite who are able to afford a plot in a cemetery that is the costliest of any in the UK (Jones 2017) and create their particular texts of distinction. 
Cultural capital also refers to Bridget Fowler's (2007) work on obituaries in newspapers. She highlighted the correspondence between negative, ironic and tragic obituaries and epitaphs on gravestones which offer individualism, distinction and irony. For example, from my own observation, individualised creative romanticism is expressed by the headstone of Maureen Dan (1928-87) and the engraved text, ‘I shall paint the moment we meet again’. Also, Peter Ucko’s grave, archaeologist and anthropologist (1938-2007), has a stone with the poetic and abstruse epitaph, ‘Oh my mother Nut stretch yourself over me so that I may be placed among the imperishable stars and may live forever’, which is a eulogy to Nut, the Egyptian goddess of the sky, taken from the shrine of the pharaoh Tutankhamun. Whilst the tombstone of Simon Wolff, a scientist and campaigner (1957-95), has the more ironic comment, ‘I shall never believe that God plays dice with the world’, a quote attributed to the enigmatic nuclear physicist Albert Einstein. These epitaphs have their own symbolic codes which express (counter)cultural capital, not only displaying education, class and social status, but different values and ideologies highlighting individualism within the bourgeoisie. 
The grave of Patricia Collinson is a particular 'heterotopia' and visual signifier high on cultural capital, suggesting the urbanity and sophistication of a cosmopolitan woman through an elegant depiction of urban buildings and a river (possibly the Thames in London (see fig 2)). This enchanting aesthetic and utopian representation of death offers distinction and difference, an elegance which disturbs the expectations of the viewer and trauma of bereavement, where the movement of water perhaps symbolises the working through of grief. 

Figure [2]: [The Grave of Patricia Collinson], [2014], [photograph] Copyright Paul Clements

Funerary monuments and statuary can elicit a beautiful, challenging and cathartic experience for the viewer, a creative space which has developed from homogeneous religious and sentimental epitaphs to more openly expressive, resistant and emotive cemetery texts. 
Eliecer Crespo Fernández (2011) observed that due to the taboo nature of death, epitaphs inscribed upon funerary monuments are purposefully euphemistic and poetic, to avoid straightforward language. He explored a sample of 160 epitaphs from Highgate Cemetery East and conceptually mapped a number of metaphors which he crystallised around six themes;  

DEATH IS A JOURNEY … DEATH IS A REST/A SLEEP … DEATH IS A JOYFUL LIFE … DEATH IS A CALL FROM GOD …. DEATH IS A LOSS …. DEATH IS THE END (Crespo Fernández, 2011: p. 206).

Patricia Collinson's visual metaphor of a river expresses death as a journey. 
There are other touches that personalise the graves including: the planting of bushes and flowers, cut flowers in vases, candles, letters, clothing, photographs, personal artefacts and toys which link the tangible present to an intangible past (and future) of imaginary times and spaces (Hallam & Hockey, 2001: p. 129). For example, the grave of David Lovatt (1961-2002) contains the epitaph, ‘You will always be with us and we would do as you want: smile, open our eyes, love and go on’, with a single red carnation wrapped and left on the grave, connoting a romantic understanding of death as a journey and loss. Also there is room for individualised and creative representations of death which do not conform to established practices. The small grave of baby Louis Ingram (Oct – Dec 2007) with a small teddy bear and several tiny Matchbox Cars displays tragedy and loss through the epitaph, ‘We loved you enough for a lifetime’. Adjacent to the grave of my great uncle, a friend has created a memorial on the seat which was erected alongside.​[9]​ This is adorned with a display of metallic Soviet badges which have been glued in line suggesting medals, probably totems to highlight solidarity with revolutionary communist ideals (and countercultural capital), unlike the six themes mentioned by Crespo Fernández. 
Linda Moss and Elizabeth Norman (2000: pp. 34-9) constructed a range of co-extensive typologies of public art which correspond to four rationales of spatial use. These include firstly, space where art is the essential feature; secondly, where the art work is expected but not essential; thirdly, where art is found but is neither expected nor essential; and fourthly, where it seems out of place and can confront. The statuary in effect is expected but not an essential feature of Highgate Cemetery (although rarely are graves unmarked​[10]​) and it may surprise or confront the viewer emotionally. Although stylised texts may be expected and appear essential as they help structure the feelings of those bereaving, they may have less emotional impact than a stark unadorned wooden cross on a pauper’s grave which may confront and play on the guilt of those who are comfortable in life. The most insignificant mark or blemish can take on huge significance which concurs with Walter Benjamin’s understanding of the symbolic importance of small and inconsequential objects (see Arendt, 1999). Even the grand Victorian and Edwardian statuary in the cemetery may offer counter-discourse through, for example, personalised interpretation of insignificant marks on the grave or codes of remembering, which reveals heterotopian possibilities and spatialises the imagination, expressing contrasting thoughts and feelings.
Creative space helps to conceptualise, emplace and materialise memory which may be utopian. It contributes towards the complex process of remembering past lives and the need to imagine futures, offering an ambiguous relationship with normality, matter, time, place and social status. Also, the materialisation of memory through cemetery texts can confront the viewer and challenge expectations by displaying dissent and specific counterpublic ideals in the form of ideological and creative political messages, which are particular aspects of Highgate Cemetery East.


Counterpublic space, celebrity and revolutionary dissent

The cemetery heterotopia as an ambivalent marginalised location offers a dissenting counterpublic space that corresponds to countercultural capital as expressed by particular fractions of the bourgeoisie, as well as a space to inculcate bourgeois morality (Gandy, 2012: p. 728). Oscar Negt and Alexander Kluge (1993) following Jürgen Habermas' (1962) notion of an enlightened democratic public sphere and Lefebvre's (2003) concern that people have rights to the city, reconfigured a proletarian counter-narrative on the periphery that manifests marginality, social disaffection and resistant processes. Nancy Fraser (1997: p. 81) termed these disaffected practices subaltern counterpublics which enable marginal groups to formulate and clarify their identities and needs. Highgate Cemetery is an admixture of resistant ideals, personalised creative texts, established bourgeois sentiment and Christian discourse. Dissent concerns counterpublic values that champion the oppressed and challenge established narratives. In the main this is manifest by an educated and radical fraction of the bourgeoisie whose acquisition of a plot symbolises economic privilege which itself offers a degree of irony. As Natalie Coleman (2013: p. 356) suggested in contrast to Lefebvre's utopianism, '[t]o achieve its aims, capitalism must be ruthlessly pragmatic, resulting in ruthlessly unequal societies and spatial practices that uncannily image this', which observation applies to this cemetery.
Possibly the most infamous inhabitant interred in Highgate Cemetery is Karl Marx (see fig 3), whose family grave and memorial was created in 1956 after he was moved from a plot some 200 metres behind the current grave (Friends of Highgate Cemetery Trust, n.d.).

  Figure [3]: [The Marx Memorial], [2014], [photograph] Copyright Paul Clements
 
This presentation of Marx through a memorial incorporating a large sculpted head offers ambiguity and also represents death as an individualised cult of celebrity. The poignant political epitaph that suggests, 'philosophers have only interpreted the world in various ways – the point however is to change it’, offers individual agency. So rather than metaphorical conceptions to help the living cope with death (Crespo Fernandez, 2011), this straightforward political message is a counter-narrative to help the subjugated cope with life (although this can be re-interpreted as irony displaying the flexibility of a postmodern thirdspace - how well did Marx cope with life?). In this respect Marx lives, which for an atheist is one way to cope with there not being an afterlife, offering more irony. The memorial encourages visitors to take direct action and change the social worlds they inhabit through a message which may be interpreted variously.​[11]​.
Marx's epitaph is a performative heterotopian space which is unexpected and confronts the viewer (Moss & Norman, 2000) unlike traditional or creative texts.
Such ideological messages are visible on other nearby graves, for example that of Claudia Jones (1915-64), who has the performative biographical inscription on her headstone: ‘Valiant fighter against racism and imperialism who dedicated her life to the progress of socialism and the liberation of her own black people’. Similarly Paul Foot’s (1937-2004) poetic epitaph articulates creative countercultural capital: ‘Rise like lions after slumber, in unvanquishable number, shake your chains to earth like dew, which in sleep had fallen on you, ye are many – they are few’, which citation is from Percy Shelley's (1819) poem of freedom and nonviolent resistance entitled, The Masque of Anarchy Written on the Occasion of the Massacre at Manchester. Many of these revolutionary cemetery texts occur within a spatialised cluster in visual proximity to Marx's Memorial, emphasising solidarity and offering (counter)cultural 'distinction' for acolytes, where the spatial dynamics reinforce the counterpublic character of this section of the cemetery. 
The unconsecrated ground in Highgate Cemetery was originally intended for ‘dissenters’, and the witty ironic gravestone inscription by Professor Clifford (who was an atheist) encapsulates a very different resistant attitude unencumbered by political ideology;

I was not and was conceived,
I loved, and did a little work.
I am not, and grieve not (cited in Mellor, 1981: p. 158).

My own personal narrative is burying the ashes of my great uncle, a revolutionary freethinking atheist who died aged 97, in plot 50888 overlooking Karl Marx. He had procured the site for his wife (a Buddhist dancer) who predeceased him by 33 years. His wish was for a headstone inscribed with the epitaph ‘Frank Ridley Freethinker and Campaigner “A warrior in the struggle for the mental emancipation of mankind”’ (see fig 4), a performative biographical text and revolutionary expression of countercultural capital where 'struggle' is steeped in the present and real world.

Figure [4]: [Tombstone of Frank and Poppy Ridley], [2014], [photograph] Copyright Paul Clements

This scripted performance highlights in death the causes he fought for in life (a concern for human suffrage and liberation), a cry of freedom tucked away in this marginal space. 
Revolutionary cemetery texts perform heterotopia on Lefebvre's terms as a place which defines such trajectories, however ambiguous these may appear. Moreover, the idea that cemeteries remain constrained denies ‘the continued encounter between imagination and memory’ (Schechner, 1993: p. 263), which is encouraged by the heightened emotions of mourning and highlights Lefebvre’s (1991) notion of heterotopia as a layered reality. Emotional reactions to loss may encourage new behaviours, emotions and conceptual explorations, which manifests Foucault's sixth principle of heterotopology (‘a space of illusion which may be marginal or oppositional’) and his fifth principle ('somewhere isolated with its own regulatory vocabulary and behavioural codes'). Nonetheless, space also limits and orders socio-political representation and action, as even the silence of the cemetery (in contrast to the hubbub of the city) may help to dampen heightened emotion. 
The residents of the cemetery are determined and recuperated to some degree by the living which trajectory denies them their own culture, chosen representation and agency. The physicality of the cemetery space is employed to obfuscate the voice of the dead who are framed discursively by the forces that brought the cemetery into existence. But it is a stretch of the imagination to offer a scenario of dead artists, intellectuals and revolutionaries denied their voice and co-opted through spatial and ideological discourses, as it is a more ambiguous and hybrid representation.
Bourdieu referred to the ambivalent relationship between artists/intellectuals and their patrons (in this case the memory of the artist/intellectual and those who visit and tend the grave), which suggests a certain amount of recuperation:

The [patrons] respond with a sort of paternalistic patronage to the symbolic provocations of the artists, in the name of the not-so-unrealistic image of what  the producers of cultural goods really are, that is, deviant children of the bourgeoisie or "poor relations" forced into alternative trajectories; the patrons may even find a pretext for their exploitation of the artists in their conspicuous concern to protect them from the consequence of their "idealism" and their lack of "practical" sense (Bourdieu, 1984: p. 316).

The reconstruction of meaning highlights the ambivalence and disordering that is central to the ambiguity of heterotopia. Here none of the spatial discourses (public, creative or countercultural) are privileged with each influencing the other, which is neither a definite or finite process, but accommodates socio-cultural, temporal and spatial change. In effect the cemetery is a relational, co-extensive and hybrid thirdspace with multiple meanings, as shown, which resists the surety of modernist binary thinking, operating for example, as a heterochronic site of the past and the present (Foucault's fourth principle).
Although death is the ultimate Rite of Passage which transcends materialism and logic, this mutable space of meaning-making co-exists with the material effects of worldly capitalism, its incessant focus on commodity fetishism and the notion of a perpetual present (Jameson, 1983). Fredric Jameson maintained that, ‘we seem condemned to seek the historical past through our own pop images and stereotypes of that past, which forever remains out of reach’ (1983: 118). Correspondingly, the monumentalisation of Marx into cult antihero is a form of institutionalised ‘celebrity’ and a space that helps co-opt his representation, creating a ‘heterotopian alliance’. This consists of the creative individual and celebrity displaying (counter)cultural capital with collectivised ideals of communism, which is a spatialised triangular rather than binary relationship. There is a complex coalescence of disparate interests (Gandy 2012: p. 740) from visitors concerned with marginal public art forms (cemetery texts), celebrity graves and dissenting texts of hope which all combine to offer a utopian imaginary. 
The cemetery space is ambiguous as it was originally intended as a necropolis to bury believers and dissenters, a process which was recognised as enabling re-engagement and reunification with God. This dominant narrative concerns the reclamation of sinners through the cycle of life and death which ultimately is determined by the discourse of Christianity. Hence Marx (a creative free-thinking Jewish intellectual, atheist and revolutionary communist) symbollically has been reclaimed, offering ever more ambiguity. Another convoluted strand of meaning recognises that any co-option of this space by religious discourse sits uncomfortably within a materially focused society that finds coping with death so difficult. Even the meaning of the epitaph on Marx's tomb that philosophers should not only interpret but also change the world, can be co-opted as unrealisable utopian sentiment thereby reinforcing the 'pragmatics' of neoliberal and capitalist hegemony. 
The conceptual metaphor 'death is the end' (Crespo Fernández, 2011) suggests dominated space which representation may appear to reconfigure Marx and his loose band of disciples, the resting place for both Marx and a political philosophy, but this is not to rule out a future re-configuration of this phrase. As Maddrell (2016: p. 175) points out, contestation of meaning centres around disconnection between the deceased and memorial site, tension exacerbated by different individual and collective conceptions. 





Highgate Cemetery as an ambiguous amalgam of public, creative and counterpublic space has contributed towards emplacing, excavating and developing the notion of heterotopia. The site orders and emplaces collective and personal memories where cemetery texts aid those in mourning to structure their feelings and values. These texts (alongside obituaries of the deceased) represent and exhibit the creativity and (counter)cultural capital of the dead who are 'docile bodies' dependent for representation upon involvement by 'living' social networks who reconfigure the public space, which in turn offers a contested layered reality. 
There are continuities and discontinuities in relation to heterotopian possibilities. For example, Lefebvre’s libertarian Marxism which takes a utopian attitude to urban matters and people's right to the city offers hope and possibility (Coleman, 2013), corresponding to the ideas of radical and creative thinkers resting in the cemetery. Nonetheless, these spatialised and defining revolutionary possibilities are in continual tension with rationalised capitalism (Lefebvre, 2003), and the cemetery remains a place of exclusion with the marginal unable to afford a plot, denying their right to the city. The individualised distinction of the deceased increases its economic and cultural capital. 
Bourdieu railed against established aesthetic processes and practices whereby radicalism and idealism is recuperated (Bourdieu, 1989) and he championed free exchange. Here art challenges and resists commodification and inclusion into established practices (Bourdieu & Haacke, 1995), which questions the basis of distinction and nature of cultural capital, highlighted in this case by the elitist character of a cemetery that contains creative and dissenting texts. Nonetheless, as suggested by the endless significance of inconsequential marks, personalised codes of remembering and various connotations of the Marx Memorial, there is no definitive understanding. This point was brought home to me whilst observing visitors taking ‘selfies’ with the head of Marx, just as they would any other important landmark or celebrity in London, some using a range of playful aesthetic poses. 











^1	  Foucault's concept of heterotopology as a methodology to read changeable and ambiguous heterotopian sites contrasts with Lefebvre's (2003) focus on an excluded urban population unable to realise its right to the city. Foucault employed space as a 'tool of analysis' which emplaces difference to unravel history and the co-existence of the mundane and extraordinary (Johnson, 2013: p. 795), whereas for Lefebvre heterotopia is vital for instigating progressive change, a romantic conception which defines revolutionary trajectories.
^2	  Firstspace is the external realm of fixed material manifestations of place; secondspace represents the internalised concepts of place; whilst thirdspace moves beyond this binary configuration to describe a heterotopian multiplicity of perspectives which emanate from a critical, ambiguous and imaginary spatial awareness (Soja, 1996: p. 10).
^3	  Heterotopia is a fluid term which can refer to the entire cemetery, areas of it, or individual graves.
^4	  During the Black Death (14th Century) plague pits became a common feature in London in response to the need to bury many dead, therefore associated with ill-fortune.
^5	  All funerary architecture, art and epitaphs are termed cemetery texts within a semiotic framework. 
^6	 9 Highgate Cemetery East is easily accessible unlike the older Western Cemetery which requires a more complicated visiting arrangement.
^7	  Lefebvre was involved with the Situationist International and they highlighted the need for play to escape the limitations of rationalised thinking and enable new ways of understandings urban space.
^8	  Arguably thirdspace, like other postmodern concepts, can become totalising.
^9	  The Registrar (Bickersteth personal communication, 24th July, 2014) explained that the seat was a gift accepted from a member of the public.
^10	  There is a period between the funeral and construction of statuary where a grave appears unmarked.
^11	  There is academic ambiguity as Marx is associated with a macro-sociological and structural understanding of society rather than with individual agency.
^12	  It is a moot point the extent to which the ideas of Marx are 'dead' or 'alive' which suitably befits the ambiguity of this heterotopian space.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